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The  Clakinet  has  long  been  considered  by  the  whole  Musical  Profession  as  the 
most  beautiful  of  Wind  Instruments,  On  the  Continent  it  is  very  generally  cultiva¬ 
ted,  nor  is  it  improbable  that  in  the  course  of  a  few  years  its  merits  will  procure  for 
it  an  equal  degree  of  attachment  from  English  Amateurs;  for  surely  a  Tone  that 
nearly  rivals  the  finest-  human  Voice;  and  an  extent  of  Octaves  that  may  vie  even 
with  the  ample  range  of  the  Violin,  are  excellencies  .that  MUST  at  no  very  distant  pe¬ 
riod  share  a  considerable  portion  of  popularity. 

An  English  Book  of  Instruction  for  this  Instrument,  has  long  been  wanted;  for 
since  the  Publication  of  Mahon’s  Work  forty  years  ago  I  am  not  aware  of  any  thing 
respectable  in  this  department  that  has  met  the  general  eye,  years  have  thus  elapsed, 
during  which  interval  the  Intonation  of  the  Instrument  has  been  so  nicely  corrected, 
and  its  executive  powers  so  largely  developed,  that  the  best  Composers  of  the  pres  . 
ent  day  write  for  it  with  a  latitude  of  Key  and  Compass,  into  which  it  was  absolutely 
Impossible  for  former  players  to  travel  . 


So  rapid  has  been  the  Improvement  of  this  Instrument  that  even  Lefevre’s  inge  . 
nious  Book  used  by  the  Conservatorie  of  Paris,  will  throw  but  a  feeble  light  on 
numerous  more  recent  difficulties;  and  indeed,  in  many  instances,  it  totally  leaves 
the  Learner  to  grope  his  way  by  the  erring  guidance  of  conjecture. 


These  considerations  have  given  birth  to  the  follow-ing  work,  which  is  now  re¬ 
spectfully  offered  to  the  Public  in  the  confident  belief  that  it  w  ill  greatly  facili  . 
tate  the  progress  of  all  those  who  study  the  Clarinet. 


Utility  and  not  originality  being  the  principal  object  and  best  recommendation 
of  all  works  of  this  kind,  no  apology  need  be  made  for  the  various  extracts  in¬ 
serted,  They  are  taken  from  some  of  our  best  Composers,  and  will  therefore  e_ 
qually  serve  to  refine  taste  and  allure  to  practice  . 


ittV  by  T  •  Willnun. 
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NATURAL  GAMUT  with  the  BEST  FINGERING. 
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THE  METHOD  OF  HOLDING 

THE 

CLARINET.  ' 

I  he  Clarinet  should  be  held  as  near  as  possible  in  a  similar  position  to 
that  of  the  figures  in  the  annexed  Engraving*,  and  great  care  should  be  taken 
not  to  hold  the  Instrument  too  tight  . 


The  beginner  should  avoid  any  contortion  of  the  Head  or  Features,  a  ^race 
ful  attitude  of  Body  and  a  natural  expression  of  the  Countenance  being  essen 
tial  requisite  to  constitute  a  good  Performer, 


POSITION  OF  THE  FINGERS. 

The  Thumb  of  the  right  Hand  should  be  placed  between  the  first  and  second 
Fingers;  and  that  of  the  left  Hand  should  be  placed  below  the  Key  marked  N?  13. 

I  he  first  Finger  of  the  left  Hand  should  cover  the  hole  nearly  over  the  Kev 
marked  N®  13.  the  second  Finger  should  cover  the  second  hole  and  also  be  pre¬ 
pared  to  use  the  Key  marked  N®  10;.the  third  Finger  should  cover  the  next  hole 
and  be  prepared  to  use  the  Key  marked  N®  8;  and  the  fourth  Finger  should  co\er 
the  Key  marked  N°.  7,  and  be  prepared  to  act  upon  the  two  long  Keys  marked 
N®s  1  and  2  .  The  first  Finger  of  the  right  Hand  should  be  placed  over  the 
fourth  hole,  and  be  ready  to  act  upon  the  2  long  side  Keys  marked  N®s  9  and  12; 
the  second  Finger  should  be  placed  over  the  fifth  hole,  and  be  ready  to  act  upon 
the  Key  marked  N®  6\  the  third  Finger  should  be  placed  over  the  sixth  hole 
and  be  ready  to  act  upon  the  Key  marked  N?  4;  and  the  fourth  Finger  should 
be  placed  over  the  hole  on  the  Bell  joint  and  be  prepared  to  act  upon  the  Keys 
marked  N®s  8  and  6. —  The  Thumb  of  the  right  Hand  being  the  chief  support 
of  the  Instrument  ought  to  be  moved  as  little  as  possible. 


I  he  Fingers  should  be  a  little  curved;  in  order  that  the  first  joint  of  each 
may  fall  perpendicularly;  producing  the  effect  of  a  hammer.  The  observance  of 
this  will  not  only  increase  the  vibration  of  the  Instrument  but  will  promote  the 
the  system  of  articulated  expression;  and  confer  rapidity  of  execution,  provided 
the  Fingers  are  not  elevated  to  too  great  a  distance  from  the  holes. 


Cl.r1.  Itl*t3  bv  T.Wlllm.n.  . 
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O  N  T H  E  MO  IT  H  V  I  E  C  E . 
AND  QUALITY 

O F  TH E  REED  . 


A  good  Embouchure  on  the  Clarinet  is  an  object  of  the  greatest  im  . 
portance,  as  it  is  the  only  source,  from  whence  a  pure  and  flexible  tone 
can  possibly  be  produced. 

To  obtain  this  it  is  necessary  that  the  Mouth  piece  be  placed  about 
half  an  inch  between  the  upper  and  the  under  Lips  taking  particular  care 
that  the  Teeth  do  not  come  in  contact  w  ith  the  Reed  .  , 

Attention  should  likewise  be  paid  to  the  choice  of  Reeds _  Too  soft 

a  Reed  produces  a  thin  tone,  disagreeable  to  the  ear  and  void  of  ef_ 

feet,  (more  especially  in  articulating  Notes  )  and  in  fact  destroys  the  pro. 

0 

per  tone  of  the  Instrument. 

On  the  other  hand,  too  hard  a  Reed'  has  as  many  inconveniences  ;  it 
-  fatigues  the  Chest,  wounds  the  Lips,  Tenders  the  sound  unequal,  and  oc. 
casions  the  wind  to  escape  at  both  sides  of  the  Mouth  piece  consequent, 
ly,  diminishing  the  column  of  air  which  ought  to  enter  the  Clarinet. 

I  he  difficulty  of  obtaining  a  good  Reed  arises  from  the  Canes  being 
generally  cut  either  too  green  or  too  dry.  When  the  former  they  are 
spongy,  and  give  a  dead  sound,  and  when  the  latter,  there  is  not  suffici¬ 
ent  moisture  to  procure  the  necessary  vibration. 

The  Reed  should  be  placed  on  in  such  a  manner  as  to  leave  a  space 
of  about  the  sixteenth  part  of  an  inch  between  it  and  the  Mouth  piece, 
taking  care  to  leave  sufficient  strength  of  wood  at  the  end  to  allow  of 
the  upper  Notes  coming  out  clearly  after  which  the  Reed  should  become 
finer  towards  the  point  to  give  ease  and  body  to  the  Chalumeau. 


n*r;  Inrt!>  bvT.  W'llln.n. 
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PRELIMINARY  LESSONS. 

"Musical  sounds  are  expressed  by  characters  called  Notes,  which  are  named  from  the 
first  seven  letters  of  the  Alphabet  viz:  A,  B,C,  D,  E,  F,  G. 

The  Notes  are  placed  on  or  between  five  lines,  called  a  Stave,  the  lowest  is  call, 
ed  the  first  and  so  on  . 


THE  SCALE  OR  GAMUT.  0 

Shew  ing  the  position  and  names  of  the  Notes  in  the  Treble  Clef  0),  in  w  hich  all  Cla. 
rinet  Music  is  written,  Every  succession  of  eight  notes  as  from  AVto  A.  from  R,  to  B 
dec:  is  called  the  Gamut,  or  extent,  of  the  Octave.  _ 


There  are  Six  sorts  of  Notes,  each  bearing  a  different  form  which  determines  its 
length;  and  a  corresponding  sign  to  each  Note  called  a  Rest. 


1  Semibreve . . 

2  Minims . .  . 


1 


l  Crotchets  .... 

8  Quavers  .  .  . 

IS  Semiquavers  .  .  *  i*  I*  f  *  9 

k  *  V  k  as 


r  r  r 


is  equal  in  length  of  time  to 
.  .  .  which  are  equal  to 
which  are  equal  to 


u 


I 

u 


which  are  equal  to 
1  f  m  m  which  are  equal  to 


3'2  Demi,  semi? 

£  2 

CUr.  Inst™  b  v  T.  Wi lima n  . 


3  £.90 


1C 


A  Dot  (.)  placed  after  a  Note  or  Rest  makes  it  half  as  long  again 


k 


IS  equal  to  a  Minim  and  Crotchet,  or  to  three  Crotchets,  and 
equal  to  T  1  4c: 

When  a  second  Dot  is  added  to  the  first,  the 


so  on  .  r  •  is 
second  must  be  reckncd  half 


is  equal  to  Fj*— 


as  long  as  the  first  Ex  : 

When  a  Tie  thus— is  placed  over  two  Notes,  ITS  the  second  to  the 
S°  ‘hat  the  first  Note  onl>  is  tongued  and  the  sound 


held  out  the 


full  length.  Ex: 


I  M  E  AND  ITS  DIVISIONS. 


Ihe  Bar  thus|=fdivides  the  music  into  equal  portions  of  Time 

1  COmm0n  T—  '*  kr  -y  of  <h.  following  ,ig„,  or 

figures  C,  (jj,  2,  2 
4 ' 

Compound  Common  Time  is  denoted  by  6  or  6  or  12  0P  12 

8  4  8  4  ' 

Simple  Triple  Time  is  denoted  by  3  OP  3  OP  3 

2  4  8' 

Compound  Triple  Time  is  denoted  by9  or  9 

T  r  ••  - — 

upp"  ^ p«. «  uta  ,o°n  u  *"J  ,b- 

E,!  “  ‘h“  "  —  -  - . .  vl,  W  Crotchets; 

‘h  r  "c  ,,k'n  r°r  ”ih  b"-  i .k.  somib«„  i,  „iv, 

.....£k,"„,.v„„shlQ . .  . . «  three  *  1*. 

Ci,r’  Iat'  h.r  T.  Willjuan 
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fn  beating  Time  Ihe  Foot  Should  descend  at  the  first  Note  of  eacli  Bar. 

COMMON  TI  ME. 

Crotchets  in  a  Bar  or  their  equivalents  in  either  Notes  or  Rests 
Simple  Com-^ —  ^ 

mon  Time. 


4^==-^  -J  -|j 

3  12  3  4  12341234 


— - L 

«— r 

•  f  *  * 

*1 

1 

2 

2 

, 

2*"" 

1 

2 

In  slow  'l  ime  it  is  better  to  count  4  Quavers  in  a  Bar. 


Compound 
Triple  Time. 


I  wo  dotted  Crotchets  in  a  Bar  or  their  equivalents. 


12  3  4 


In  slow  Time  count  twice  8  Quavers. 


12  3  12  3 


NB.  The  three  other  sorts  of  Compound  Common  Time  viz-  6  12  an,| 
12  are  seldom  used  in  modern  Music.  4  8 

4 

TRIPLE  TIME. 

In  heating  Triple  Time  the  Foot  should  descend  at  the  first  Note  of  each  Ba 
anil  rise  at  the  third  . 


Simple  Triple 
Time . 


Three  Crotchets  in  a  Bar  or  their  equivalents. 


Tliree  Quavers  in  a  Bar  or  their  equivalents. 


Compound 
Triple  Time. 


Wh 


Niue  Quavers  in  a  Bar  or  their  equivalents.  *  2 


The  »  is  seldom  used  in  modern  Music 


I  I 


en  a  3  is  placed  over  three  Crotchets,  Quavers,  or  Semiquavers  thus 

it  is  called  a  triplet,  and  denotes  that  the  three  Crotchets  are  to  be  played 
in  the  time  of  one  Minim,’  the  three  Quavers  in  the  time  of  one  Crotchet, 
and  the  three  Semiquavers  in  the  time  of  one  Quaver. 

When  a  6  is  placed  over  six  Quavers,  or  Semiquavers  it  denotes  that  thev  are 
to  be  played  in  the  time  of  four. 

Clirlln.l  J  by  T,  Wiliam. 
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T  II  E  ACC  I  D  E  N  T  S  . 

The  Sharp($)  raises  the  Note  before  which  it  is  placed,  a  Semitone 


The  Flat (b)  1  owers  the  Note  before  which  it  is  placed,  a  Semitone  The 

Natural(^)  placed  before  a  Note  that  has  been  made  Sharp,  or  Flat,  restores 
the  Note  to  its  original  place  . 


£ 


£ 


The  Double  Sharp  marked  thus  (+)  raises  a  Note  two  Semitones,  and  the 
Double  Flat  (bt>)  depresses  a  Note  in  the  same  proportion,  but  these  signs  very 
rarely  occur  in  Clarinet  Music. 

A  Sharp,  or  Flat,  placed  after  the  Clef  on  a  Line  or  a  Space  at  the  beginning 
of  a  Piece  of  Music  affects  all  the  Notes  of  the  same  name  throughout  the  Piece, 
but  when  introduced  in  the  course  of  the  Piece,  it  is  called  an  Accidental,  and 
only  affects  the  Notes  of  the  same  name  within  the  Bar  where  it  occurs,  except 
when  the  last  Note  of  a  Bar  is  affected  by  a  Sharp  or  a  Flat,  then  the  first 
Note  of  the  following  Bar  if  on  the  same  Line  or  Space  is  to  be  played  Sharp 


or  Flat  although  not  marked  so.  Ex: 


PROGRESSION  OF  THE  SHARPS  &  FLATS. 

By  Fifths  ascending .'  By  Fourths  ascending 

fcgdaeb  beadgcf 


0 


*= 


m 


An  Interval  is  the  distance,  between  two  Notes,  the  least  Interval  is  called  a 
Semitone  or  half  Tone  . 


EXAMPLE  OF  THE  NATCH  AL,  OR  DIATONIC  SCALE, 


The  Internal  between  C,  and  D,  between  D,  and  E,  or  between  any  two  contigu 
ous  Notes  in  the  Scale  is  called  a  Second;  the  Interval  between  C,  and  E,  or  be. 
tween  D,  and  F,  '&c:  is  called  a  Third  &c  : 


EXAMPLE  OF  INTERVALS. 


MAJOR  AND  MINOR  MODES  OK  KEYS. 


IS 


I  lie  fundamental  Note  of  a  composition  is  called  the  Tonic,  or  Key  Note. 


A  Key  may  be  either  in  the  Major,  or  the  Minor  Mode,  the  essential  differ, 
ence  between  the  Major,  and  Minor,  is  the  Interval  of  the  3 1'1  which  differs  by 
a  Semitone,  the  3 f.d  in  the  Major  Scale  contains  two  whole  Tones,  or  four  Semi, 
tones,  and  in  the  Minor  only  three  Semitones.  % 


Major  a'l'l 


0  -Whole  ,  Whole 


Major  3 rd 


-Semitomrff-j 


7SS- 


p  Sem 


itone1- 


SCALE  IN  THE  KEY  OF  C  MiJOB. 


*  ,  ■ 


1 7  -er  o 

- u 

-  Whale- 

Minor  Sr.d 

-Seujit&nea 

Minor  3 r! 1 

Semi  time  -  Sem  i  time  II 

-m — H — p - i — 

n--  -  r  ^ 

Scale  in  the  Key  of  A  Minor. 


Of  the  different  Notes  Produced  by  the  Keys. 

« 

Is.1  Key.  By  stopping  all  the  Finger  holes,  and  pressing  the  little  Finger 

of  the  left  Hand  on  the  long  Key  marked  N°  1 . E  b  V  E 

the  first  Note  of  the  Gamut  is  produced.  ** 

ij'S 

2n.dKey.  The  same  Finger  removed  to  the  parallel  Key,  marked 

NV  2  will  produce  F},  or  G  P .  ZF  —r  i  — 

j  ^  P 

3 rd Key.  The  little  Finger  of  the  right  Hand  pressed  on  the  small  Key  " 

marked  N?  3.  will  produce  G  S  or  A  b . jjr  __ 

idj’Key.  The  third  Finger  of  the  right  Hand  pressed  on  the  Key 

marked  N'.‘  l.  will  produce  A#  or  B  b .  (p 

5^Key.  The  second  Finger  of  the  right  Hand  pressed  on  the  Key 

marked  N'.‘  S.  will  produce  B i|  or  C  ft .  W*  _ 


fl 


In**  !*  byT.  M'illman. 
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Key.  1'lie  Key  marked  N9  6.  is  acted  upon  by  the  little  Finger  of  the  right 
Hand,  and  produces  precisely  the  same  Notes  as  the  preceding. 


namely  B  \  or  C  b 


This  Key  will  be  found  very  useful 


in  ascending  passages  and  in  making  a  correct  Shake 


7'J*  Key.  The  little  Fing  er  o  f  t fie  left  Ha  nd  pressed  on  the  Key  marked  N9  7. 
produces  Cjf  or  D  b  .  J  II 

S'h  Key.  The  third  Finger  of  the  left  Hand  pressed  on  the  Key  marked  N?  8. 
produces  D#  or  E  b  .  j  ^ 

9’.h  Key.  By  keeping  stopped  the  Thumb  hole  and  first  Finger  hole  of  the  left 
Hand,  and  pressing  the  Key  marked  N9  9.  with  the  first  Finger  of  the 

right  Hand  an  excellent  Flj.  will  be  produced  — fl The  follow. 


m 


ing  Shake  will  be  also  found  perfect  by  the  use  of  this. Key 
By  keeping  stopped  the  Thumb  hole  alone,  and  pressing  this  TCey~as 

above  directed,  a  firm  toned  Fjf  or  G  b  will  be  produced  ~$v<\ 

I  lie  F#.  thus  formed  w  ill  be  found  highly  useful  either  as  a  sustaining 


Note  or  in  passages  resembling  the  following 


10<b  Key.  By  leaving  uncover'd  the  Thumb  hole  and  all  the  Finger  holes,  and 
pressing  with  the  second  Finger  of  the  left  Hand  the  Key  marked 


N9  10.  a  full  toned  Gjf  or  A  b  w  ill  be  produced  j|[§j§j|Note  -  thi 
Key  will  be  found  to  possess  the  additional  advantage  of  Shaking 


s 

on 


Fl,  or  Ft  PfHH  I  either  oF  these  Notes  be  Fingered  as  direct, 

ed  in  the  foregoing  rule  N°.  9  and  the  second  Finger  of  the  left 
Hand  will  be  at  full  liberty  to  play  upon  the  Key. 


—y - — “ m  J  |j — -t — u 

Key.  The  first  Finger  ofMhTl^ft  Hand  pre^^T^Tthe  Key  marked  N9  11. 


will  produce  A  1]  . 

Ct.rl  In.tPT.  Willnan. 
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12*J>  Key.  The  chief  use  of  this  Key  is  for  Shakes,  Finger  A  ty 


with  Key  N°.  11.  and  the  first  finger  of  the  right  Hanil  acting 
rapidly  upon  Key  .Vi  la.  will  give  the  following  Shake  Ex: 

Or  finger  B  b 


P 


as  direc  _ 


ted  in  the  succeeding  rule  N9  13.  and  the  following  Shake 


lS'.li  Key. 


will  he  produced 
By  keeping  open  the  Key  N ?  11.  and  pressing  the  left 

i 

on  the  Key  marked  IS’"  la.  A#  or  Bb  will  he  produced 


Hand  Thumb 


Here  begins  the  use  of  the  most  important  Key  on  the  Instrument;  it  is 
continued  open  throughout  the  remainder  of  the  ascending  Scale. 

Of  the  Notes  produced  by  the  same  Keys  in  the  middle  Tones  of  the  In. 
strument .  These  tones  being  of  a  quality-  differing  from  the  preceding  are 
called  CLARINET  Notes  in  order  to  distinguish  them  from  the  CHALUMEAU 
part  of  the  Instrument  . 

ls.t  Key.  If  the  Thumb  of  the  left  Hand  be  pressed  on  the  Key  marke^  N?  la. 

and  all  the  remaining  holes  stopped,  (not  forgetting  to  close  the  Key 


11 


marked  N9  1  .J  B  k)  or  Cb  will  be  the  Note  produced  j^gtjpy-b — 1|  Itwi 
be  observed  that  this  Fingering  differs  from  the  lower  E  \\  ^  1 

nothing  except  using  the  Key  marked  N9  13. 


2n.d  Key.  The  little  Finger  of  the  left  Hand  pressed  upon  the  Key  marked  N?  2. 

produces  C#  or  D  b  j  This  corresponds  with  the  lower 


F  if  or  G  b 


. 


ard  Key  The  little  Finger  of  the  right  Hand  pressed  on  the  Key  marked 
N9  3.  will  produce  D  #  or  E  b  yV'm  Th  is  fingering  cor. 

responds  with  the  lower  G $  °r  A  b  <$  H 

*  ^  hi 


Clart  Init  «  hy  Willman  . 


3K.9D 


16 


l’.*1  ke\  .  The  third  Finger  of  the  right  Hand  pressed  on  the  key  marked  N.°  J. 

will  produce  FS  or  F  b  :  J|  This  corresponds  with  the  lower 

A  5  or  Bb  fl 

5’J1  key.  The  second  Finger  of  the  right  Hand  pressed  on  the  Key  marked  N? 


H. 


These  Notes  resemble  in  finger. 


6.  will  produce  ¥ff  or  Gb 
ing  the  lower  B t]  or  C  b  m  HP 

tS1.*1  Key.  This  Key  is  acted  upon  by  the  little  Finger  of  the  right  Hand,  and 


produces  the  same  Notes  as  the  preceding  namely  F#  or  Gb 


a-t: 


§3 


But  its  chief  use  (as  before  observed)  is  to  give  smoothness  in  as. 
cending  passages,  and  to  enable  the  Performer  to  make  a  correct 
tfc 

fl'lie  I. earner  will  immediate. 


Shake 


ly  perceive  that  this  corresponds  with  N®  6.  of  the  lower  Notes. 
7'.h  Key.  The  littleFinger  of  the  left  Hafid  pressed  on  the  Key  marked  N?  7. 

w  ill  produce  G#  or  Ab  gr  - 


This  fingering  resembles  the 


lower  Cff  or  D  b  b  d 


S’J1  Key.  The  third  Finger  of  the  same  Hand  pressed  on  the  Key  marked  N?8. 
Will  produce  A#  or  B  b  Jfc _  '  | 


This  fingering  resembles  the 


lower  D  if  or  Eb.^J  ^  J 

91.1'  Key.  The  first  Finger  of  the  right  Hand  pressed  on  the  Key  marked  N?  9 


will  produce  Cl]  ^j>  Hand  will  be  found  very  useful  in  Shaking 

,r  ft.  b£5 


following  Notes 


on  the 

This  resembles  the  F  l]  be  . 


10>.h  Key.  This  Key  will  give  an  excellent  Shake  on  C  \\  ^  H  Finger  that 
Note  as  mentioned  in  the  last  paragraph,  and  the  second  Finger  of 
the  left  Hand  will  be  at  liberty  to  act  rapidly  upon  N<J  10.  The  re 
semblance  in  all  these  instances  will  appear  obvious  . 


Clar!  Inat  i’fcy  T.  W  iHman.  • 
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REGULAR  RULES 
the  Va  r  i  o  u  s 


FOR  MODULATING  THROUGH 
MAJOR  and  MINOR  Modes. 


18 


D.  MI  NOR 


Clxr'.  I,.«tP  fay  T,  Willjaan  • 


.  3H!)0  ' 


/ 
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Clar!  I n 4ft ' *»h y  T.Willman. 
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EXTENT  OK  THE  DIATONIC  SCALE. 


EXTENT  OK 
/  Chalumeau. 


THE  CHROMATIC  SCALE 


— y  /  Clarinet 

*4 


i-§L 


In  the  following  Examples  the  Learner  will  find  the  word  Chalumeau,  or 
Chal:  which  signifies  that  all  the  Notes  so  marked  are  to  he  played  an  Octave 
lower  than  they  are  written;  and  when  the  word  Clarinet  or  Clar;  occurs  the 
Notes  are  to  be  played  as  they  are  written. 


22 


The  following  Exercises  are  earnestly  recommended  to  the  Learners  serious  attention, 
as  it  is  impossible  for  the  upper  Notes  of  the  Instrument  to  he  ofthe  right  quality  unless 
the  Reed  and  Lip  are  sufficiently  flexible  in  the  Chalumeau  Tones.  This  part  ofthe 
Clarinet  Scale  is  too  commonly  neglected  by  Practitioners. 


2.5 


to 


There  are  three  sorts  of  Articulation,  The  Slur,  thus'  ''which,  con¬ 
nects  two  or  more  Notes  together,  the  Staccato  marked  thus  (t  t  i  i)  anil 
the  Legato  marked  thus  (.  .  .) 

The  Slur  is  executed  by  tongueing  the  first  Note 

KX AMPLE. 


The  Lips  must  not  be  contracted  too  much  in  Slurring  or  they  will 
smother  part  of  the  sound. 


The  Staccato  should  be  executed  with  the  greatest  exactitude  in  making 
the  tongue  and  the  fingers  act  together;  that  is  to  say  in  being  careful  to 
raise  the  finger  at  the  same  time  that  the  note  is  Tongued . 


and  tongue  each  note  with  promptitude  and  vigour. 


The  Legato  should  be  performed  with"  less  force,  and  the  notes  should 
be  blown  with  a  looser  lip: 


In  playing  the  Clarinet  it  is  necessary  to  avoid  blowing  from  the  throat 
or  the  chest,  to  supply  the  wind  necessary  for  the  articulations.  Those  who 
play  from  the  throat  cannot  execute  rapid  passages,  because  in  that  organ 
there  is  never  sufficient  rapidity  of  motion  to  agree  with  the  fingers,  Those 
who  play  from  the  Chest  fatigue  themselves  and  are  never  able  to  command  the 
tone.  The  tongue  is  the  only  part  that  can,  by  its  facility  of  motion,  give 
the  proper  articulation  and  expression  to  the  Clarinet,  those  who  do  not  use  it 
playing  produce  a  cold,  thin  and  monotonous  sound. 


Clar!  Inst"  b,  T. 'Hillman  . 
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ON  ARTICULATION. 

Articulation  on  stringed  Instruments,  such  as  the  Violin,  is  produced  by  the 
BoV ,  on  the  Harp  or  Piano  Forte  by  the  Fingers*  but  on  Wind  Instruments  it 
can  be  produced  by  the  Tongue  only.  This  mode  of  articulation  is  called  Tongue 

method  of  tongueing  is  as  follows  _  stop  the  aperture  between  the 

Mouth  piece  and  Reed  with  the  tongue  after  which  draw  it  back  to  allow*  the  wind 
1  into  the  instrument  at  the  same  time  pronouncing  the  syllable  Tu” 


I„«<  »  h  vT.Willman. 


■u;»o 


2.5 


There  are  three  sorts  of  Articulation,  The  Slur,  thus""  ''which  con¬ 
nects  two  or  more  Notes  together,  the  Staccato  marked  thus  (^i  i  i  i)  and 
the  Legato  marked  thus  (.  .  .) 

The  Slur  is  executed  by  tongueing  the  first  Note 

EXAMPLE. 

» 

*  The  Lips  must  not  be  contracted  too  much  in  Slurring  or  they  will 

smother  part  of  the  sound. 


The  Staccato  should  be  executed  with  the  greatest  exactitude  in  making 
the  tongue  and  the  fingers  act  together;  that  is  to  say  in  being  careful  to 
raise  the  finger  at  the  same  time  that  the  note  is  Tongued. 

EXAMPLE. 


Here,  to  give  the  proper  expression,  it  is  necessary  to  press  the  lips, 
and  tongue  each  note  with  promptitude  and  vigour. 

The  Legato  should  be  performed  with"  less  force,  and  the  notes  should 
be  blown  with  a  looser  lip  : 


In  playing  the  Clarinet  it  is  necessary  to  avoid  blowing  from  the  throat 
or  the  chest,  to  supply  the  wind  necessary  for  the  articulations.  Those  who 
play  from  the  throat  cannot  execute  rapid  passages,  because  in  that  organ 
there  is  never  sufficient  rapidity  of  motion  to  agree  with  the  fingers.  Those 
who  play  from  the  Chest  fatigue  themselves  and  are  never  able  to  command  the 
tone.  The  tongue  is  the  only  part  that  can,  by  its  facility  of  motion,  give 
the  proper  articulation  and  expression  to  the  Clarinet,  those  who  do  not  use  it 
playing  produce  a  cold,  thin  and  monotonous  sound. 


Cl.r!  In«t?  by  T.Willnun. 
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N'i  12, 


[  n«t  V  by  1'  . ill  mn  , 


Clirl 
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0N  G RACKS -  THE  APHOGI  AT  l'  R  A  . 

Th<-  tppogiatura  is  a  Grace  wllich  *s  the  fo,lowi,»S  manner. 


^  The  Appogiatura  To  be  Played  thus 


The  Appogiatura  may  be  placed  below  as  well  as  above  the  principal  Note,  jn 
which  case  it  should  always  be  a  Semitone  below  the  principal  Note. 


Appogiatura  above 


Appogiatura  below 


The  Appogiatura  is  generally  half  the  value  of  the  Note  which  follows  it,  and  from 
which  it  takes  its  value,  It  is  called  a  prepared  Appogiatura,  when  it  is  preceded  by 
a  Note  of  the  same  name,  it  should  then  be  half  the  value  of  the  following  Note. 


This  species  of  ornament  is  not  written,  but  is  left  to  the  Performer  to  introduced  with  taste. 
There  is  also  another  kind  of  double  Appogiatura  which  is  done  by  articulating  slow, 
ly  and  leisurely  the  two  small  Notes,  and  resting  on  the  principal  one. 


Composers  sometimes  use  the  Appogiatura  to  indicate  the  Slur. 

thus 

Appogiaturas  should  on  no  account  be  used  on  the  first  note  of  a  piece  of 
MuSic£  or  on  Notes  which  are  preceeded  by  rests. 


ON  SHARKS. 

The  Shake,  improperly  called  a  Cadence,  consists  of  a  small  Note  placed  above  or 
below  the  Note  upon  which  the  Shake  is  to  be  made;  these  two  Notes  arc  played 
m  qU1C  altPrnation-  A  shake  is  expressed  by  the  following  mark  (fr) 


d  as  *!!... US<Ml  3S  *  fma,e  1o  a  Cadence,  also  called  a  close  should  be  execu- 

fix; 


te'l  as  follows  . 
OJr 
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A  greater  force  shoul.l  he  given  to  the  Note.,on  which  the  Shake  is  made  tha 


to  the  other,  which  gives  it  more  nerve  and  equality. 

.  fr  Ir 

Example 


The  Shake  employed  in  tlie  following  example  is  marked  thus  /r  this  Grace 
is  in  fact,  nothing  more  than  a  close  Shake 


Example 


O  N  TURNS. 

The  Turn  is  a  Grace  consisting  of  the  small  Notes  which  are  placed  before  or 
after  the  large  Note,  when  the  Grace  is  placed  before  the  large  Note,  all  live  Notes 
of  which  the  Turn  consists  are  written,  when  the  Grace  is  placed  after,  it  is  expressed  thus^* 

Turn  before  the  large  Note  •  Turn  after  the  large  Note  . 


Ex:P 


IB  ,,  q  j-JB 


Another  Example 


INSTRUCTIONS  FOR  T II  E  SHAKE. 

The  Learner  should  commence  by  Tonguing  the  first  Note,  letting  the  Finger  act 
as  freely  as  possible  until  a  sufficient  equality  in  the  Fingers  is  obtained,  and  then 
progressively  increase  the  rapidity  until  the  Shake  is  sufficient  brilliant. 

Ex : 


One  example  is  sufficient  to  give  an  idea  of  the  method  which  should  he  pur. 
sued  in  Shaking  in  all  the  other  Keys. 


i^J 

.  m  »-J- 

0-^f- : 

£■  •  j 

t. 

♦:  * 

-Sr 

-  • 

_ 

flvrj  tmt".  by  T.  Willnun. 
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3  6 HO 


IN'.'  12 


C,*r-  lnifn  by  T#  ViHmin# 
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To  Sineopate  in  J 

V 


To  familiarise  the  Learner  with  the  Time  of  ® 


o' 

04 


A 


DUETTINO. -  Count  six  Quavers  in  a  Bar. 


C1*'!'rn»*n. 


bJ'T.Villm.n. 
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.  01*t*  In*:?  bv  .  M  i  11  man  . 
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36.90 
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Tin*  following  Preludes  embrace  1  he  most  correct  &  effective  Keys  on  the  Clarinet. 


0*1 1 
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InrtV  byT  .  Willnun  . 
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Directions  FOtt  using  t „ E 
ADDITIONAL  thumb  key. 


I(  will  lie  seldom,  if  ever,  necessary  to  take  the  Tl„,mh  , 

„  tin,.  Member  of  the  Mend  properly  pl.ee,  I,  »i||  be  ^2 £  7 '  *k'  Cl*'i- 
t lie  Kov.  and  of  instantlv-  relinmii  shine-  a.  _ _ „ _  ...  ■  acting  upon 


*  *  J  M  ^  y  '•ill  U“  C 

« lie  Key,  and  of  instantly  relinquishing  its  pressure  without  in  .1  “  *  - 

a  hand  nnirig  its  established  office  of  chief  supporter.  *  6  smallest  degree 


Let  the  weight  of  the  Instrument  he  received  towards  the  tin  of  the  -•  u.  .. 
Thumb,  leaving  its  first  join,  free  either  to  press  or  release  the  Key.  (see  Plat* 


In  those  Keys  where  no  C|Jg|g occurs,  the  thumb  may  be  disposed  of  ae 
cording  to  the  convenience  of  the  Performer. 


I  feel  pleasure  in  stating  that  my  Friend  Powel  first  suggested  to  me  the  use 
of  this  Key  . 


In  many  instances  the  Thumb,  may  be  fixed  upon  the  Key,  as  in  the  following  Ex. 
ample,  and  in  many  parts  of  others. 


Indeed,  a  good  Lip  and  a  flexible  Reed  will  enable  a  tolerable  Performer  to  ex. 
ecute  satisfactorily  several  of  the  other  examples  with  the  Thumb  Key  closed,  sotri. 


fliiig  is  the  difference  produced  in  the  D 


and  E 


as  heard  in  quick 


passages  .  To  ascertain  the  truth  of  this  remark,  let  the  Practitioner  play  over  a 
few  times  Exercises  N??  3  and  11.  with  the  thumb  unmoved  and  he  will  immediately 
perceive  of  how  little  the  Ear  has  to  complain.  Still,  however,  it  should  be  remem¬ 
bered  that  these  passages  are  perfectly  practicable  with  the  Thumb  in  action,  ami 
*,‘1  also  be  recollected  that  in  all  slow  Divisions,  every  Note  should  he  Fin. 
gered  according  to  the  preceding  Scale,  except  in  the  before  cited  ex.  1  cises(X..  3 
and  11.)  and  in  such  as  resemble  them 


Passages  resembling  the  following  are 
able  Ihe  performer  to  execute  them  neatly. 


certainly  difficult;  but  practice  will  e» 


3  nno 
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EXERCISES  for 'the  Additional  Thumb  Key 


Clari  Inrt?  by  T.  Will.® in. 


3  ft  UO 


The  Thema  following  will  he  a  pleasing  Exercise  for  the  Additional 

Thumb  Key  in  three  Sharps,  and  for  the  Eb  Key  in  four  Flats. _  It 

will  also  present  to  the  Learner*  orwe'very  simple  kind  of  Transposition; 
the  mere  substitution  of  four  Flats  for  three  Sharps. 


I  he  following  Air  like  13.  may  be  lowered  one  semitone  by  supposing 
thiee  pals  \*here  stand  four  sharps.  In  this  case  the  Double  Sharp  (marked 
thus  xj  will  become  a  Single  one. 


Inst?  by  T.  Will  man. 
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Amateurs  who  wish  to  play  Oboe  parts  occasionally,  will  see  by  the 

»  "" VL'- 

appl  i cat  ion  ,  w  ill  soon  fin, I  the  transposition  o! ’on  "or  twoTotes  hLh  ’ 
er,  a  matter  of  little  .hff.culty  in  the  greater  portion  of  Concerted »usic. 


I 


